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YBO/

HMcKyCcTBO yMETHUUYKOT J1eJia

WzpekaBmin  dopmyaanujy TeMe caMe KOHdepeHIuje,
UMILUTUIIUTHO M3puuyeMo ABa (WM 4Yak BHIIE Off JiBa) cTaBa: Ja
IIPUJINKOM JIOJIMpa ca YMETHHUYKHM JIeJIOM HMaMO CBOjeBPCHO
HCKYCTBO, Ka0 M TO Jla je TO HCKYCTBO II0 HEKHUM CBOJUM
KapaKTepUCTHKa cienuGuIHO — Apyraduje o APYTHX UCKycTaBa. Y
omomahenoMm ¢puiro3odckom MaHUPyY, MPOOJIEMATHU3AIA]Y OBE TEME
MOKEMO 3aI04YeTn IIpo0bJIeEMaTU3AIjOM aTUX
caMOpa3yMJbUBOCTH: Jla JIU je OJIHOC IIpeMa YMETHUUYKOM eIy
HY’KHO HcKycTBeHU? IlocToju v HEKH APYTHM HAYWH Ja ce ca
yMeTHolthy cycperHemo? C apyre crpaHe, YKOJHKO Taj OHOC
YHUCTHHY jecTe UCKYCTBEHH, 110 UeMY je OH clienupuian?

Hamehe ce, makie, mnuTame O CHENU(PUIHOCTH JaTOT
HMCKyCTBa: TO je, u3Mely ocrajior, U IUTame O Pa3IUuIlh HCKyCTBa
YMETHUYKOT JleJia CIIpaM CBaKOZIHEBHOT HcKycTBa. OATOBOpPE Koje je
TpacHpasio JaTo IMUTamke, YHHU ce, Moryhe je mpoHahuw u y camoj
aHTumy. I1pe cBera, jesaH o/ MO3HATUX OATOBOPA MOKe ce IIpoHahu
u y IlmatoHoBoj kpuTumu wMuMesuca [mimesis]. Hawmme, 3a
[InaToHa, YMETHUYKO JIeJI0 HUje HHINTA APYro A0 HWMHTAIlHja
peasTHUX YyJHUX CTBaph. Y TOM CMHCJIy, UCKYCTBO YMETHHUUYKOT
JleJia HUje HapOYHTO BayKHO MCKYCTBO — OHO MOXKe OUTH BaXKHO, ITpe
cBera, 3a /AUJAKTHYKEe W TOJUTHYKEe cBpxe. Hacympor ToMme,

KOHTEeMILIallFja O WUJeju JIeNOor OMoryhaBa JajiekKo BaKHU]Y



CII03HAJy, Koja mak, y IlinatonoBoj ¢punozoduju, HUje eKCIIUITUTHO
Be3aHa 3a ¢eHoMeH yMeTHOCTH. IIpobsiemaTusariujy IMMOMEHYTe
pasiauke moryhe je Hahu u y caBpemeHoj ¢unosoduju. I[Ipumepa
paau, [lon /Ijyu, npescTaBHUK caBpeEMEHOT IIparMaTU3Ma, y CB0joj
KIbU3U YMemHocm kKao uckycmeo, paclipaBjba YIIPaBO O TOME.
tberoBa cnenuduyHa KOHIENIWja 3acHUBA ce Ha UAEjU Ja
YMETHOCT YIIPaBO IPOU3WJIa3U U3 CBAKOIHEBHOT HCKYCTBA, Te /1A je
€CTEeTCKO MCKYCTBO y TOM IIOTJIeJly HEOZBOJUBO O CBAaKOJHEBHOT.
Wnak, cyaehu mo Jljyny, €CTETCKO HCKYCTBO je TIIOCEOHO: OHO
IIpe/icTaBba HajBUIIIE U HajOOTaTHje UCKYCTBO.

[Topen Tora, moryhe je 3axBaTUTH IIPOOJIEMaTHKYy HCKYyCTBa
YMETHHYKOT JleJla M Ha jeflaH MPOTPaMCK{, YaK M MEeTOOJIOIIKHU
HA4YUH. Y JocaZiallllbeM KpaTKOM Hu3Jjaramy, Habaluau cMo Ujeje
KOje TOYHEbY O] IOoCMaTparba YMETHUYKOT Jejla Kao U3BECHE
JIaTOCTH, OCHOBHOT IIOjMa, KOJU ce HaKHaJHO CBpCTaBa yHyTap
MeTadU3MUKUX JAucKkypca. OmnucaHM MHUCAOHU TecT Xajerep
pasymMeBa Kao TPaAUIMOHAIHU TMPUCTYH YMETHUYKOM JIEJy.
Hacympor Tome, Xajaerep mpeajake ApPyrauujy cTpaTrerdjy: OHO
IITO IPUMApPHO UMaMO jJecTe yIpaBo UCKYCMB0 YMemHuuKkoz2 dena,
Ha OCHOBY KOjer Jiajbe 3a700HMjaMo M I0jaM yMETHHUYKOT Jejia. Y
TOM CMHCJIY, Xajaerep HaM WCIOCTaB/ba IMO3HATH U M3HOBA
WHTPUTAHTHU OIHC KOHKPETHOT UCKYCTBA KOHKPETHOT YMETHHYKOT
Jlesia: onuc ojHoullewa crnpam Ban T'orosBor Ilapa uuneaa.
TemaTu3zanuja KOHKPETHOT HMCKYCTBA jOII je/laH je Moryhu HauuH
XBaTama y KOIIITAI] cCA OBOM TEMOM.

Takolje, pes1eBaHTHO IUTaEkE Y OBOj 00JIACTH jeCcTe U MUTAHE O

IIPOMEHHU HCKYCTBAa YMETHHYKOI' J€Jia YyCJjI€d IIPOMEHE Ha4YHhHa



MPOAYKIMje caMe YMETHOCTA. Y CBOM II0O3HATOM e€cejy O
YMETHHUYKOM JieJly U3 1935. TroauHe, bewaMUH TOBOPHU O
uwye3asarby aype yMETHUUYKOT Jejla, U TO O HIIYe3aBamy Kao
IIOCJIEJTUIIN EberOBe MOTYNHOCTH TeXHHYKe penpoaykiuje. OBo
nUTake M JaHac je BeoOMa 3aHMMJbUBO: y OJHOCY Ha OTKpuhe
BewaMHHOBOT BpeMeHa, ¢duam u ¢domospadujy, MOTYhHOCTH
PEenpoAyKIlHje YMETHOCTU Cy Ce JaHaC BUIIECTPYKO YMHOMKUJIE.
Tpanchopmuity su gatu peHOMEHHU Y HOTIYHOCTH HaIlle UCKYCTBO
YMETHUYKOT JieJla, WJIW T[aK IIOCTOjU HelIITO TpajHO U
CYIICTAaHIIMjaJTHO, IIITO Y CBUM BpEMEHMMAa ¥ CBUM YMETHOCTHMA
oapelyje 0Bo HCKyCTBO Oalll KA0 UCKYCTBO YMETHHYKOT Jiesia?

[Topesi TEXHUUKHUX CpeCTaBa 3a IPOU3BOAKY YMETHUUKUX
nesa, MeljyTiM, TPOMEHUJIH CYy Ce U MEJINjU PeIeNIije YMETHOCTH.
JlaHac je, HauMe, Moryhe UCKyIlIaBaTH YMETHOCT ITyTEM Mejirja KOju
Cy TpaAunuju OWIM y TMOTIYHOCTH Hemo3HaTu. IlocraBiba ce
NUTamke, Jla JU Te MPOMEHe y IOTIIYHOCTH MEHajy UCKYCIMBOo
ymemHuukoz deaa? JIpyrum pedynma, /a Jii je UCKYCTBO IPeJICTaBe
KOjy IJIeJlaMO y TIO30PUIITY HUCTO Y OJTHOCY Ha UCKYCTBO UJAEHTHYHE
IIpejicTaBe KOjy IJIeJlaMO Ha eKpaHy, myTeM jyTjyba [youtube], nan
cy, ¢ JApyre crpaHe, crnenuduuyHu amOujeHT U aTMmocdepa y
MIO30PHUIITY o/ipelyjyhu 3a TO HCKYyCTBO?

bewaMUH NIpPETXOAHO IIOMEHYTH ecej 3aBpIlaBa KpPaTKOM
IIOJINTUYKOM  pacmpaBoM, cMmaTtpajyhu ma he  TexHmuka
pPenpoAyKIlFja YMETHHYKOT Jeja pe3yJTUPAaTd KOHKPETHOM
MOJIUTUYKOM OopOoOM. AZOpHO, IIpUMepa paju, Takohe BUAU
JIPYIITBEHO-TIOJINTHYKE HUMIUIMKAIMje HOBUX HAYMHA IIPOJIYKIIH]je

YMETHOCTH, IMOKyIIaBajyhu sa uX OMNHINEe IOJMOM KYAMYpHe
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undycmpuje. OgHOC TOJUTHUUYKOT U HCKYCTBA YMETHUUKOT Jejia
pesieBaHTHaA je ¢uao3odcka Tema oIl OJ AaHTHUYKOT Jio0a u
[TnaToHoBe /[pxcase. Y TOM CMHCIY, MOryhe je TOBOPUTH U O
U3BECHO] noaumuuyu ymemHocmu. Jla U yMeTHOCT Mopa OuTH
aHeaxcosama, Wil TMOCTOJU uucra cepa yMETHUUKOT, UMyHa Ha
IIOJINTUYKN KOHTeKCT? Jla i je, Meh)yTUM, YMETHOCT CTPYKTYPHO
Beh ymeIlraHa y OHO OJIUTUYKO, 6e3 003mpa Ha KOHKPETAH CaapIKaj
nesna?

Ha koHIly, jenaH o7, MOTyhuUX IpPUCTyIla OBOj TEMHU jecTe U
aHaJIM3a pasjMKe H3Mel)y ecmemcko2 uckycmea W UCKYcmed
ymemHuukoz dend. YKOJIHUKO €CTETCKO HCKYCTBO CXBaTHUMO Kao
HICKYCTBO JIETIOT, YTOJIUKO je UCKYCTBO YMETHUYKOT Jiesia caMo jeHa
BPCTa €CTETCKOT UCKYCTBA. Y TOM CMHUCJY, IIOTJIe/l HA IPOLBETAILY
JINBaly WJIM IUIQAHWHCKHU T€j3aK TaKohe IIpeJicTaB/ba €ECTETCKO
rckyctBo. C pyre cTpaHe, OHO €CTETCKO MoTryhe je CXBaTUTH U Y
CBETJIy aHTHYKOI mojMa aisthesis, koju je o3HauaBao BHJ, CIyX,
YyJHU aJIi U WHTEJEKTYaJIHU Ollakaj, Ha Taj HAUMH MOKPHUBajyhu
YHTABO Hallle MCKYyCTBO cTBapHocTu. Kak PaHcujep, Ha Impumep,
yIIpaBO Ha Taj HAUMH pa3yMeBa €CTETCKO HMCKYCTBO, MOKyIlaBajyhu
7la TOMONy KOHIIEMITHje PeKIMa YyTHOCTH TOBOPHU O CIIETUPUIHOM
OTHOCY €CTETCKOT U MOJTUTHUYKOT.

CBe HaBeJZleHO, Me)yTUM, II0JIa3U O7] PeleljeHTa Kao OHOra
KO MMa HMCKYCTBO YMETHHUUKOT Jiesia. Hacympor Tome, moryhe je
TOBOPUTH U O HCKYCTBY KOje YMETHUK HMMa IPUJIMKOM CTBapama
yMeTHUUKOr Jiesia. Jla 71 je OH, WIIaK, Takolhe perenujeHt?
CrnenuduyHO MCKYCTBO CTBapama YMETHOCTH Takolle Moxke OUTH

peJieBaHTHA TeMa 3a aHAJIU3Y Ha OBOj) KOH(epeHIUjU.



ECTETNYKO APYIHITBO CPBUJE
OMJVIAIMHCKA CEKIINJA

ITPOI'PAM CKYIIA

NCKYCTBO YMETHHNYKOI' IEJIA
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Cvoora. 22.10.2022. roOAUHEe

10:30h CBeuaHo orBapame ckyna: Mwiom MuwiaguHOB U
JIyka Pyauh

10:40h CreBan Bpaawh - [lnenapHO m3narame — YMETHOCT U

beHa JIpyITBeHa (popma

11:10h - 11:20h — IInhe goGpoxonLIHIIE

IIpBa cecuja, moaeparop JIvka Pyauh

11:20h Mapuja Bys1aroBuh — VcKycTBO yMETHUUKOT Jiejia Kao

(bOpMaTI/IBHI/I IIPUHIHUITI UACHTUTETA

11:35h Muwirom MuiaaguaoB — Oynbdai u catharsis

11:50h Aapuana /IoHao — VcKycTBO yMETHUYKOT

Jlesia Kao UCKYCTBO OoJia
12:05h Karapuna I'pkoBuh, 3opuma Marom —

HcKyCcTBO YMETHUUYKOT Jejla Kpo3 IPOJAYKIH]JY

ayTOIIOpPTpeTa
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12:20h /Iluckycuja HaKOH IIPBeE cecHuje

12:20h — 12:50h I1ay3sa

JIpvra cecuja. moaeparop Muwiom MujiaagnuHoOB

12:50h JIyka Pyauh — bemamun 1 AJJOpHO 0 UCKYCTBY

YMETHHUYKOT J1€J1a

13:05h Baagumup Mmwienkosuh — 3enutusam Jbybomupa

Munmha kpo3 nmpusmy buprepose Teopuje asaHzapoe
13:20h I'opax ByjkoB — Mepsio-IlonTHujeBa
(eHOMEHOJIOTHja: OJT HCKYCTBA YMETHOCTH 10

penedbuHncama dunoszoduje

13:35h ’Kuka IlerakoBuh — KibIKeBHOCT U KyJITypHA

MIOJIUTUKA Y JyrocaaBuju (07 1945. 710 1957. TOA)

13:50h — 14:15h 3aBpmina guckycuja ckyma
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THE AESTHETIC SOCIETY OF SERBIA

PROGRAMME

THE EXPERIENCE OF THE WORK OF ART
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Saturday, October 22rd 2021

10:30h Opening ceremony:

Milos Miladinov, Luka Rudi¢

10:40h Stevan Bradi¢ — Keynote speaker — Art and It’s Social

Form

11:10h - 11:20h Welcome drink

Section A, chairperson Luka Rudié¢

11:20h Marija Bulatovi¢ — The Experience of a Work of
Art as a Formative Principle of Identity

11:35h MiloS§ Miladinov — Football and Catharsis
11:50h Adriana Dondo — Experience of an Work of Art

as an Experience of Pain

12:05h Katarina Grkovi¢, Zorica Matos — Artwork
Experience Through Production of the Self-Portrait

12:20h Closing discussion for Section A

12:20h — 12:50h Break
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Section B, chairperson Milos Miladinov

12:50h Luka Rudié — Benjamin and Adorno on the Experience of
a Work of Art

13:05h Vladimir Milenkovi¢ — Zenitism of Ljubomir Micic

through the lens of Burger’s Theory of Avant-Garde

13:20h Goran Vujkov — Merleau-Ponty’s Phenomenology:

From the Experience of Art to Redefinition of Philosophy

13:35h Zika Petakovié — Literature and Cultural Policy in
Yugoslavia (From 1945. to 1957.)

13:50h — 14:15h Closing discussion
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CAYKEIIN N3JIATAIHBA/ PAPER ABSTRACTS
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CreBan bpaguh

YMETHOCT U IbEHA /IPYHITBEHA ®OPMA

Arncrpakt: JeJiHA 0o/ 3aCHMBajyNUX IrecTOBa MOJIePHE YMETHOCTH
jecTe WMHCHCTHpPame Ha IIOCTOjamby CYIITHHCKE pasjinke u3mehy
YMETHUYKOT CTBapaJalliTBA y OJAHOCY Ha O0jeKTHUBHO ITOCTOjehwm
pan y kKanutanu3my. OBa pasjauka MOXKe ce I0CeOHO jacHO
IIPAaTUTH OJf pOMaHTU3Ma, Oyayhu ma Huje Omia OJ1 IpecyaHOT
3Hauaja y mepuoay deyaaninsma, Kaja je cTBapajamiTBO MyTeEM
Pa3JIMUYUTUX MOJyCa IIaTPOHAXKE y BEJIUKO] MEPH 3aIlITHNEHO O]
oBakBe mapasiejie. HakoH ypyliaBawa jJaTe Meaujaliuje,
YMETHUIIN *IIe Cy AOBEAEHU Y MO3UIIHjy Koja je OJIMCKa MO3UIIHjH
pagHmka, Oyayhm ma ¢y wnpuMopaHd /Aa CBOjy PpajHy
CHary/cTBapajiadykKy cHocoOHOCT u3/ajy y HajaM BJacHUIIMMA
cpe/icTaBa 3a IPOU3BOAY, MAUCTPUOYIM]y U  eBajlyalujy
YMETHHUYKOT Jiejia. MojiepHa ymeTHOCT (popMHUpa ce Kpo3 IIPoIlec
aKTUBHOT OJIyIIMpama OBaKBOj cybcyMaIruju cTBapaJsialliTBa paiy,
YMETHUYKOT Jejla PoOH, ecTeTCKe BpeIHOCTH (HHAHCH]CKO],
jeqHOM pedjy peasHOj CYICyMallMju YMETHOCTH 10/, KamuTaJl.
EcreTcka BpeAHOCT yCIOCTaB/ha Ce€ KA0 HWHKOMEH3ypabumiiHa
(uHaHCHU]CKO], a KIbHXKEBHO J€eJI0 Kao HEeITO ,HEeMPOIeHhHUBO”
(®106ep). McToBpeMeHO, yIIPKOC OBOM OAYITHUPAhY, YMETHUITHA *TIe
CBOja Jiesia UCIOpYy4yjy TPIKHUIITY, IPUXBaTajyhu ra Kao MPOCTOP
Ha KOMe ce KpeTarbe Jiejia OAUrpaBa. Y CBOM MU3Jjaramy MOCBETUhY
MMaKEby OIMCAHOM IIpollecy AudepeHImjanyje (3Havaj eCTETCKE

urpe, yoOpaswbe, YMETHHUYKOT  Te€HHja, HOBOCTU U
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HEIIOHOBJBUBOCOTH JieJla WT/), EbeTOBUM Pas3IUdIUTHM ¢asama,
Kao U HeroBUM aMOUBaJIEHTHUM IOcCjaequllaMa II0 JPYIITBEHY
dopmy ymeTHOCTH (CTBapame II0Jha OTpAaHHYEHE ayTOHOMH]E,
OTPAaHUYEHO II0Jb€ JIeJIOBaMa, WHCTUTYIIMOHAJHO IIPpO3BOheme

eCTeTCKE BPEIHOCTU M 3HAUEeHAa JieJia UT/,.).

K/byuHe peumn: ymMeTHOCT, pajl, pas3JjiiKa, ApyliTBeHa ¢opma,

BPEZIHOCT, cyOcyMaliija, ayTOHOMH]a, II0CPEeA0OBaheE.

Stevan Bradié

ART AND ITS SOCIAL FORM

Summary
One of the founding gestures of modern art is its insistence on an
essential difference between the process of artistic creation and the
objectively existing labor in capitalism. This difference can be
particularly clearly traced from romanticism, seeing how it was not
an issue in the period of classicism, when the creative process was
largely protected from such a parallel through different modes of
patronage. After the collapse of this mediation, artists arrived at a
social position that is close to the position of laborers, since they
were forced to rent out their labor power/creative ability to the
owners of the means of production, distribution and evaluation of
the artworks. Accordingly, one could state how modern art was

formed through the process of actively resisting this subsumption of
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creativity into labor, artworks into goods, aesthetic into financial
value, in a word, real subsumption of art under capital. Aesthetic
value has thus been established as incommensurable with financial
value, and artistic labor as something "priceless" (Flaubert). At the
same time, despite this resistance, artists are still forced to deliver
their works to the market, accepting it as a space where the motion
of the work takes place. In my presentation, I will pay attention to
the described process of differentiation (the importance of aesthetic
play, imagination, artistic genius, novelty and unrepeatability of the
work, etc.), its various phases, as well as its ambivalent
consequences for the social form of art (creating a field of limited
autonomy, a limited field of action, institutional implementation

aesthetic value and meaning of the work, etc.).

Keywords: art, labor, difference, social form, value, subsumption,

autonomy, mediation.
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Mapuwuja M. Bynarosuh

NCKYCTBO YMETHHNUYKOI' IEJIA KAO POPMATHMBHN
INPUHIINII UWAEHTUTETA

AncrpakTt: /luckycuja Ha TeMy HCKyCTBAa YMETHHUKOT Jejia
mmocTaB/ba y (GOKyC IPHUPOAY OJIHOCA YMEMHUUKO 0ea0 —
cmeapaiaau — peuunujeHm, oji KOjUX je cBaka 07 mepCcIeKTHBa
TOT O/iHOCA crenuduYHa U CI0KeHA. Y IPEIJIOKEHOM H3JIaramy
obpassiaxke ce CTaB Jla je UCKyCTBO YMETHHYKOT JIesia, OJTHOCHO
eCTEeTCKU JI0KHUBJbAj /iejia, OMJI0 ca acIeKTa OHOoTa KOju cmeapda
WX OHOTa KOjU Yyicuea y JHAejy, CYWMuUHCKU @opmamueaH
npuHuun concmea. Hamame, MeTadu3nuka cHara yMETHUUKOT
Jlesia JIeKU Y BeroBoj 0041UKOMBopHO] U MpaHchu2ypamusHoj
Mohu: gma obaukyje U IIpeoOpa3W HIAEHTHUTET, OIHOCHO [a
dopmupa u 1peobauKyje craBoBe —  (ayTO)HOETCKE,
punozodcke, NOIUTHUYKE, KUBOTHE. VICKyCTBO YMETHUYKOT
Jleia CYIITUHCKU je BaykaH YMHHJIAIL Yy (opMaruju >KUBJbEHE
CTBAapPHOCTH, OJITHOCHO H-€HO] IT0ETCKO] KOHCTPYKIU]U, I10jeTHAKO
KOJIMKO je U 0ca CTBAPHOCTU Ba’kHA 3a (OPMHUPAEe YMETHUUKOT
Zlesia, IITO ce obpassyiake MpUMepHMa U3 JIMTEpaType, ajil U

IIpuMepUMa BJIaCTUTOT UCKYCTBA.

K/byuHe peun: WHCTUTYIIH]je YMETHOCTU, €CTETU3aM, aBaHTap/a,

rpal)aHCKoO JIPYIITBO.
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Marija M. Bulatovi¢

THE EXPERIENCE OF A WORK OF ART AS A
FORMATIVE PRINCIPLE OF IDENTITY

Summary
The discussion on the subject of the experience of the work of art
focuses on the nature of the following relation the work of art — the
artist — the recipient, of which each of the perspectives of that
relation is specific and complex. The proposed paper argues the
position that the experience of a work of art, i.e., the aesthetic
experience of an artifact, whether from the perspective of the one
who creates or the one who enjoys it, is an essential formative
principle of the self. Furthermore, the metaphysical strength of a
work of art lies in its formative and transfigurative power: to shape
and reshape identity, that is, to form and reshape viewpoints —
(auto)poetic, philosophical, political, life. The experience of a work
of art is a fundamentally important element in the formation of
lived reality, i.e., its poetic construction, just as the axis of reality is
relevant for the formation of a work of art, exemplified by personal

and literature examples.

Keywords: aesthetic experience, formative principle, identity,

poetic reality.
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Muiom MuiaanHOB

OYABAJI 1 CATHARSIS

ArcTpakT: Y OBOM HCTPaXXKMBalkby ayToOp JIOBOAU y IIUTAHE
MOTYhHOCT TepameyTCKOT, OJIHOCHO KaTap3WYHOT HKCKYCTBa
dynbancke urpe. Ocinamajyhu ce Ha BopreoBy [Steffen Borge]
Te3y 0 ¢yadasckoj yTaKMHUIIM Kao CBOJEBPCHO] JpaMu, ayTop
IIPOIINTYyje Jla JIU U OBaKBa ,JpaMa“ MOKe HMMaTH KaTap3UYHO
JIEJCTBO Ha CBOje pelenujeHTe, Kao IITO je CJIydaj ca KJIaCUuUHOM
apamoM. Jla jim eMoIyje U ¥’UMa OJiroBapajyhu 00JIMK €CTETCKOT
HMCKYCTBa, KOje Cy HEJIBOCMHCJIEHO IIPDHCYTHE IIpH Jorahamy
dynbancke urpe mMMmajy KaTap3WUYHH KapakTep, ILEHTPAIIHO je
IINTalbe OBOT UCTpakuBama. Ha Tpary ApucrorenoBux u HuueBux
yBHUJIa O IIOJMYy KaTap3e, ayTop HCIUTyje Yy KOjO] MepPHU Cy OHH

IIPUMEJbUBHU U Ha UCKYCTBO GybaicKe yTaKMUIIE.

KibyuHe peumn: Apucrorel, ApaMma, katap3a, Huue, pyaodant.

Milos Miladinov

FOOTBALL AND CATHARSIS

Summary
In this research, the author questions the possibility of a

therapeutic, or cathartic, experience of playing/watching football.
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Relying on Borge's thesis that characterize football match as a kind
of drama, the author questions whether this kind of "drama" can
have a cathartic effect on its recipients, as is the case with classical
drama. Whether the emotions and their corresponding form of
aesthetic experience, which are unequivocally present during the
football game, have a cathartic character, is the central question of
this research. Following Aristotle's and Nietzsche's insights on the
concept of catharsis, the author examines to what extent they are

also applicable to the experience of a football match.

Keywords: Aristotle, drama, catharsis, Nietzsche, football.
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Anpuana Jloszo

NCKYCTBO YMETHHNYKOI' IEJIA KAO UCKYCTBO
BOJIA

AncrpakTt: OBUM HCTPAKUBAKEM HACTOJHMO JIa HUCIIUTAMO OJTHOC
yMeTHHUYKOT Jieia u ¢eHomeHa Oosra. Tom oOmHOCY ce MoKe
IIPUCTYIIUTA W3 JB€ PA3JUYUTE IIePCIEeKTHBE, YMETHUKOBE U
pernumnujeHToBe. HamMme, HepeTKO ce 4dyje Ja je IMpoliec CTBapama
YMETHUYKOT fiesia O6oJsiaH, WM J1a je 001 YaK HmpeaycyiOoB CTBapaimba
Heder WM3BaHpeaHOT. YecTo ce TOBOPU O IICHXHUYKHM ITPOIlECHMA
YMETHHKA, I1a YaK 1 (QU3HOJIOIIKHM 000J/berhbHMa, KOja HAaCcTajy WJIH
ycieJl cTBapama Jejla, WIN ce JIeJI0 CTBapa Kaja je YMETHHK
MIO/ICTAaKHYT OOJIOM, a HeKajzla J0J1a3u U J0 MpeKjamnama Ta JBa
MomeHTa. Mako hemo ce y uzsaramwy TPYIUTH /1a TIOCBETUMO MaXKIby
1 OBOM (DEHOMEHY, OHO Ha ITa cMemTaMo (GOKYyC jecTe HCKYCTBO
YMETHHYKOT JleJla Kao HCKYycTBO 0Oosra. OHO IITO Hac MoceOHO
WHTepecyje jecTe aMOMBaJIEHTHOCT caMe YMETHOCTH, Ha HAUUH /1A Ce
IyTeM e ¢ HCKyllaBa, aju ©W Jiede Ooa uw matma. Of
ApucrorenoBor 1mmojMa karapse, IllomeHxaypoBe Te3e 0 YMETHOCTH
Kao aHTHUJIOTy 3a IaTky, npeko HwuueoBe ,u3 06os0Ba poheHe
Hacaze”, ma Jio XajaerepoBe MUCAU O HCKYCTBY VOIIIITE WJIH
BapToBOr mojMa IyHITyMa, YNHH Ce /1A je UCKYIIaBamkhe YMEeTHUIKOT
JleJia yjeJTHO U HUCKyIaBarbe 0osa. ITomazehu oy Mucin HaBeZleHUX,
aJli U JIDyTHUX ayTopa, IMoKymaheMo Ja JIOKydHMO Kaja ¥ Ha KOju
HAUYWH je HCKYCTBO YMETHOCTH OOJIHO, IPU YeMy TO HCKYCTBO HeE

cMaTpaMO HeraTUBHHUM, Beh MOTEHITHjaTHO U3Y3€THO IIJIOJIOHOCHUM
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KaJla je y IUTamy, IIpe CBera, I0’KMBJ/baBalbe, I1a 3aTUM U TYMauekhe

YMETHOCTH, AJIN U Y6Ha)KeI-be caMmor 0oJia.

KJ])Y‘—IHC pe€YH: NCKyCTBO, YMETHOCT, YMETHHYKO €J/10, CTBapalbe,

6o, Apucrores, [lloneaxayep, Huue, Xajmerep

Adriana Dondo

EXPERIENCE OF AN WORK OF ART AS AN EXPERIENCE
OF PAIN

Summary
With this research, we try to examine the relationship between the
work of art and the phenomenon of pain. That relationship can be
approached from two different perspectives, the artist's and the
recipient's. Namely, it is often heard that the process of creating a
work of art is painful, or that pain is even a prerequisite for creating
something extraordinary. There is often talk about the psychological
processes of the artist, and even physiological illnesses, which arise
either as a result of the creation of the work, or the work is created
when the artist is motivated by pain, and sometimes these two
moments overlap. Although we will try to pay attention to this
phenomenon in the presentation, we will focus on the experience of
the work of art as an experience of pain. What we are particularly
interested in is the ambivalence of art itself, in the way that it not

only tempts, but also heals pain and suffering. From Aristotle's
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concept of catharsis, Schopenhauer's thesis on art as an antidote to
suffering, through Nietzsche's "pleasure born out of pain", to
Heidegger's thought about experience in general or Barth's concept
of punctum, it seems that experiencing a work of art is also
experiencing pain. Starting from the thoughts of the mentioned
authors, as well as other thinkers, we will try to understand when
and in what way the experience of art is painful, whereby we do not
consider that experience to be negative, but potentially extremely
fruitful when it comes to, first of all, experiencing and then

interpreting art, but also alleviating the pain itself.

Keywords: experience, art, work of art, creation, pain, Aristotle,

Schopenhauer, Nietzche, Heidegger.
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3opuria Martom, Katapuaa ['pkoBuh

NCKYCTBO YMETHHNUYKOI' IEJIA KPO3 ITPOAYKIINJY
AYTOIIOPTPETA

AncrpakT: AyTopke he y pazy Koju cjeil HaCTOjaTH Ja UCKYCTBO
YMETHHUYKOT JieJla TeMaTu3yjy Kpo3 mnuTame ayromoprpera. OBo
IIUTambe II0CTaje MoceOHO WHTEPECAaHTHO, Kajla ce IEePCIIEKTHUBA
perumjeHTa oboraT U UCKyCTBOM IIPOAYKIIHje caMor iesia. Y TOM
CMHCIIy, IIPOIleC H3pajJie ayToIlopTpeTa OTBapa IIUPOKO IIOJbE
MOTyhHUX IIMTama, OJ KOjUX ce HeKa IIOKa3yjy U3Pa3uTo
IUIOIOTBOPHUM 3a OBO HCTpakuBambe. Kao 1meHTpasHO 3a 0Baj paj,
U31BOjuhe ce mpoOsieM coIlcTBa Kao TakaB. Ibemy he ayropke
npuhu, ca jeqHe cTpaHe, U3 yIjla caMOKpeallije, Kao YCIIOCTaB/bakkha
oHor Ja kpo3 aymonopmpem. Ca apyre cTpaHe, AoBelrhe ce y
uTambe caMmo Ja Koje BpIIU Ty ayTopenpe3eHTanujy. Ha taj HauuH
ce KimacuuaH Quia0o30pCcKA AUCKYpPC IIPOIIHPYje JIUUHUM
HCKYCTBOM, KOje ce IoKa3yje kao oapehyjyhe, Kako 3a yMETHUUKY

IIPAKCy, TAKO U 32 IUTAE COICTBA.

KibyuyHe peum: cOICTBO, ayTOIOPTPET, UCKYCTBO YMETHOCTH, Ja,

camMoKpeariyja.

27



Zorica Matos, Katarina Grkovi¢

ARTWORK EXPERIENCE THROUGH PRODUCTION OF
THE SELF-PORTRAIT

Summary
In the following work, the topic of artwork experience will be
tackled through the question of self-portrait. The aforementioned
question reveals itself as particularly interesting, when the
perspective of the art observer is expanded by the one of art
production. The process of art production itself opens up a broad
field of questions, from which some are distinguished as especially
relevant for this research. The problematic of selfhood shows itself
central in the following work. It will then be approached, from two
angles. On one hand it will be reconsidered as a process of self-
creation of the I in a self-portrait; and on the other, the ground
question of the I as such will be raised. In this way, authors will try
to extend the classical philosophical discourse with personal
experience; which is recognised as crucial for both the art practice

and the question of the self.

Keywords: selthood, I, art experience, self-creation, self-portrait.
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Jlyka Pynuh

BEIbAMUWH U AZTIOPHO O UICKYCTBY YMETHHNUYKOI'
AEJIA

AmncTpakT: Y 0BOM HCTpPakKUBamy, ayTOp aHAJIN3Upa IPOMEHY Yy
HAUMHY UCKyIllaBakhba YMETHUUKOT JleJia y CABPEMEHOCTH — U TO IIPE
cBera y TIIOIVIe;ly Ha OWUTHY CTPYKTYpHY HOPOMEHY Yy caMoj
IIPOM3BOAEbH YMETHUYKOT JiejIa: y IOIJIey Ha MOTYNHOCT TEXHUYKE
penpoayKIUje YMEeTHUUKOT Jiesia. Basitep bemaMuH OBY CTPYKTYPHY
IIPOMEHY 3aIla’ka joIll CPEANHOM TPHUAECETHX I'OAMHA IIPOIILIOT BEKa
Te ITHIIIE CBOj IMo3HaTu ecej O ymemuuuxom deay y pa3dob.vy ceoje
mexHu4Kke penpodyKmueHOCmu, TJe U3HOCHU Te3e O TYOUTKYy aype
OKO YMETHHUKOT jejila, TyOMTKYy KOJju Hacraje ymnpaBo 3060r
MOTyhHOCTH YyMeTHUUYKe pernpoaykiuje. IloMeHyTH ecej OTBOPHO je
IIIUPOK MPOCTOP 3a JUCKYCH]Y: Y TOM cMHUCTY, Teosiop AOpHO 6110
je omrTap KpUTHYap IIojMa aype Te Te3e O lbeHOM I'yOuTKy. Hamme,
AopHO y mpHjaTeJbcKMM IMcMHMa bemwamuHy Beh cyrepuime
COIICTBEHO MPOTUBJHEHE OBAKBOM pa3yMeBamy YMETHHUKOT eJia.
HakoH Tora, AmopHO muille U cBOj Io3HaTu ecej] O gemuiukom
Kapakmepy Yy MYy3uyu u o pespecuju CAYywarsa T/ie HajAupeKTHUje
oarorapa camoM bewamuHy, asii U (QopMmyJullle ITPOBOKATUBHY
KPUTHUKY Y MHOTO IITUPEM CMUCITy — KPUTHUKY CaBpeMeHe YMEeTHOCTU
U BbeHe JPYIITBEHe yJyiore. Y TOM CMHCIIy, ayTOp he aHaIu3HUpaTH
CYIIPOCTaBJ/beHA CTAHOBUIINTA II0 IUTAY II0jMa aype Te IT0CIeanuIa
KOje MOTYhHOCT TEXHHUYKE PENPOAYKIHje YMETHUUKOT Jejia CTBapa

II0 IUTaky UCKyCcTBA yMeTHOCTU. Ha KoHITy, ayTop he HacrojaTu ga
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HecaryIaCHOCT IIOMEHYTE BOjUIle ayTopa TyMayd W3 IEPCIIEKTUBE
jenHe OemaMUHOBCKe (drio3odrje mcropuje: cama HecarJacHOCT
aJIM 1 MOTYNHOCT TEXHUYKE PEITPOAYKIIMje YMETHOCTH TpeTupahe ce
IIpuMapHO Kao ucropujcku aorahaju. To he 6utu mokymraj ga ce
3ajjobuje MmpOCTOp 3a JeAHO JApyradyudje TyMadelme  OBe
npobieMaTHKe: TymMaueme Koje Hehe daBopu3oBaTH HUJjETHO OF

IIOMEHYTUX CTAaHOBUIIITA.

K/byyHe peuu: bewamuH, aypa, YMETHHUYKO [€J10, YMETHOCT,

AnopHo, ucropwuja.

Luka Rudié¢

BENJAMIN AND ADORNO ON THE EXPERIENCE OF A
WORK OF ART

Summary
In this research, the author analyzes the change in the way of
experiencing a work of art in contemporaneity - primarily with
regard to the essential structural change in the production of the
work of art itself: with regard to the possibility of technical
reproduction of the work of art. Walter Benjamin noticed this
structural change in the mid-thirties of the last century and wrote
his famous essay The work of art in the age of mechanical
reproduction, in which he presents theses about the loss of aura of

the work of art, a loss that arises precisely because of the possibility
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of mechanical reproduction of the work of art. The mentioned essay
opened up a wide space for discussion: in this sense, Theodor
Adorno was a critic of the concept of aura and the thesis about its
loss. Namely, in his friendly letters to Benjamin, Adorno already
suggests his own opposition to this understanding of the work of
art. After that, Adorno writes his famous essay Fetisch character in
music and regression of listening, where he most directly responds
to Benjamin, but also formulates a provocative critique in a much
broader sense - a critique of contemporary art and its social role. In
this sense, the author will analyze opposing points of view regarding
the concept of aura. In the end, the author will try to interpret the
disagreement of the mentioned two authors from the perspective of
a Benjamin’s philosophy of history: both the disagreement itself and
the possibility of technical reproduction of art will be treated
primarily as historical events. It will be an attempt to gain space for
a different interpretation of this issue: an interpretation that will

not favor any of the mentioned points of view.

Keywords Benjamin, aura, the work of art, art, Adorno, history.
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Biaagumup MuieHkoBrh

SEHUTN3AM JbYBOMHNPA MUIIUKHA KPO3 ITPU3MY
BUPI'EPOBE TEOPUJE ABAHI'AP/IE

Ancrpakr: Ilomazehu onx bBuprepoBor pasymeBama IIOETHUKE
HMCTOPHMjCKUX aBaHTap/Ay Kao HalaJa Ha UHCMUMYyuujy yMEeTHOCTH,
ayTop HacTOju Ja cuTyupa mnoeTtuky Jbybomopa Munuha wu
3eHUTHCTHYKOT TOKpeTa y HCTOPUJCKO-YMETHUYKHA KOHTEKCT
Kpasbesune CXC. IIpema buprepy, rpaljancka uxcmumyuuja
YMETHOCTH CBOj JIOBpIllEHU OOJIMK TMompuMa ca I10jaBOM
ecmemu3ma Ha mpesazy U3 19. y 20. BeK, I/le Kpo3 MpPeACTaBy
ayTOHOMUjEe  yMETHOCTH, (QOpPMaJIHH  acIeKT  YMETHOCTH
KOUHIIUINpa ca HEeHOM JpylTBeHOM (QyHKnujoM. MehyTtum,
BbuprepoB mpuctym, Oyayhu ga moynBa Ha pa3MeBamwy (QyHKIHje
YMETHOCTH y  JPYIITBUMAa pa3BUjeHUX  KaMUTAJTUCTHYKUX
IIPOU3BOHUX OJIHOCA, HE MOXKE Jla Ce jeTHO3HAYHO IMPHUMEHHU Ha
JIPYIITBA KOMOMHOBAHOI KAaIHTAJHCTHYKO-arPapHOT Pa3Boja,
kakBa je Owina KpameBuna CXC. VY KyJTypHOM KOHTEKCTY
Kpassesune CXC, ecreru3aM He NPOU3WIA3ZU U3 YMETHUYKO-
HMCTOPUjCKE JIOTUKE pa3Boja KaTeropuje YMETHHYKOT CTWIa, Beh
IpejicTaB/ba  KYJTYPHO-TIOJIMTUUKU IIpOjeKaT esponeusauuje,
VKJbyUHBama y KyJTypHe TOKOBe EBpolle, ca HamepoM Jia MJjajaa
Jip>KaBa KOHCOJIUJyje CBOje MeCTO y IIOCJIEPAaTHOM BEPCAjCKOM
MIOPETKY. YTOJUKO, 3€HUTHU3aM He MpeJicTaB/ba caMO Halaja Ha
uHCcMuMyyujy yMETHOCTH, Beh 3a CBOT HempujaTes/ba KOHCTPYHUIIIE

HOjaM EBpone, Kao IIapa3ruTCKOI OpraHnu3Ma JIMIIEHOT' ayTEHTUYHHUX
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CTBapajlayux IOTEHIMjajla UM JKUBOTHE eHepruje. Munuhes
IpojekaT AHTHEBPOIIe, HA Yesy ca MOETCKOM (PUTIypoM OaKaHCKOT
BbapbaporeHuja, mokasyje ce Kao0 OPUTHHAJIHH aBaHTapJIHU HaIaJ
Ha WHCTUTYIMje eBpoIcKe yMeTHOCTH. bapbaporeHuje, mpu ToMe,
He TIpeJCcTaB/ba KOH3epBAaTUBHU (aHTa3aM O U3BOPHOM
O0aJIKaHCKOM 4YOBeKy, Beh paguKajJHH YMETHHUYKU KOHCTPYKT
caurmbeH xunepboJsinzanyje OpUjeHTATIMCTUUKUX IIpeapacyZia o

baskaHy yTKaHuX y 3anajHy KyJITypHY MaTpUILy.

K/byuHe peum: 3eHuUT, aBaHrapjia, Jbybomup Munuh, EBpomna,

[Tetep buprep, HCTUTYLIMja YMETHOCTH.

Vladimir Milenkovié

ZENITISM OF LJUBOMIR MICIC THROUGH THE LENS
OF BURGER’S THEORY OF AVANT-GARDE

Summary
Author’s intention in this paper is to situate the poetics of Ljubomir
Mici¢ and the Zenit movement in the historical-artistic context of
the Kingdom of SHS, through Birger's understanding of the poetics
of historical avant-gardes as an attack on the institution of art.
According to Birger, the bourgeois institution of art takes its final
form with the emergence of aestheticism at the turn of 20th
century, in which through notion of the autonomy of art, the formal

aspect of art begins to coincide with its social function. However,
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Birger's approach, being based on the notion of the function of art
in societies with developed capitalist production relations, cannot
be unambiguously applied to societies of combined -capitalist-
agrarian development, as it was the case with Kingdom of SHS. In
the cultural context of the Kingdom of SHS, aestheticism does not
derive from the artistic-historical logic of the development of the
category of artistic style, but represents a cultural-political project
of Europeanization, inclusion in the cultural habitat of Europe, all
with the intention of consolidating the place of the young state in
the post-war Versailles order. To that extent, zenitism is not only an
attack on the institution of art, but it constructs the notion of
Europe as its enemy, as a parasitic organism deprived of authentic
creative potential and vital energy. Mici¢'s Anti-Europe project, led
by the poetic figure of the Balkan Barbarogenius, proves to be an
original avant-garde attack on the institutions of European art. At
the same time, Barbarogenius does not represent a conservative
phantasm about the original Balkan man, but rather a radical
artistic construct created by hyperbolizing Orientalist prejudices
about the Balkans that are embedded into the Western cultural

matrix.

Keywords: Zenit, Avant-Garde, Ljubomir Micic, Europe, Peter
Burger, Institution of Art.
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I'opan ByjkosB

MEPJIO-IIOHTHNJEBA PEHOMEHOJ/IOT'MNJA: O/],
NCKYCTBA YMETHOCTHU 10 PEAEOHNHUCAIbBA
ONJIO30PHNJE

AmncrpakT: Y 0BOM pajiy HOKylraheMo /a onpraMo ocHOBe MepJio-
IToHTHjeBe (eHOMEHOIOTHje IMePIENirje, Kako OWCMO caryiefain
cuenuduUuHe MO3UIMje YMETHOCTH M HCKyCTBa YMETHHYOT Jiejia.
Cmarpajyhu /1a je ,,onaskeHU CBET YBEK ITPETIIOCTaB/beH! TEMEJh CBAKe
PAIMOHATHOCTH, CBUX BPEIHOCTH U IEJIOKYITHOT IT0CTOjama“, Mepsio-
[ToHTH je MOKyIIao Jia MPeACTaBU JIECKpUNITUBHY Gra030hHjy Koja he
CyMHUpaTH 4yJiHe, a(eKTUBHE, MOTOPHUYKE U ECTETCKE KallalluTeTe
neprernnyje. JlekoHcTpyuliyhu TpaguIlMoHAIHO, MOJIEPHO CXBaTamhe
IepIieniiyje Kao 4yJHOT adeKTa ca akIeHTOM Ha eNHCTEMOJIOTH]Y,
Mepio-IloHTH cxBaTa IEpHENHjy Kao ycJ0B MOTYhHOCTH Haller
OuTKa-y-cBeTy, IITO IIofpasymeBa creruduyad (peHOMEHOJIOIIKU
IPUCTYl WM HA4YWMH CTBapHOCTU. Kao TakBa, Tema Halller paja je
HCIIUTHBAbE YJIOTe MePIENIje Y YMETHOCTH, ca IT0CeOHUM OCBPTOM
Ha caukaperBo Ilorma Ceszana. IlocraBsbajyhm mnmTame 3Hadaja
YMETHOCTH 3a IIeJIOKYIIHY (rio3odujy Mepso-IToHTH]ja, y 3aK/bYUKY
hemo mpemno3HaTy Kako Mo3HaTa MHCA0 U KOHIIENT Tejia cBera (chair
du monde) ycJioB/baBa MOTIIYHO HOBM HAYHMH pa3yMeBarba yMETHOCTH

u punozoduje.

Ksbyune peumn: Mepsio-Ilontn, ymerHocr, ¢punozoduja, mepien -

II1ja, UCKYCTBO.
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Goran Vujkov

MERLEAU-PONTY’S PHENOMENOLOGY: FROM THE
EXPERIENCE OF ART TO REDEFINITION OF
PHILOSOPHY

Summary
In this paper, we will try to outline the basics of Merleau-Ponty's
phenomenology of perception in order to see the specific positions
of art and experiance of work of art. Considering that "the perceived
world is always the presupposed foundation of all rationality, all
values and all existence", Merleau-Ponty tried to present a
descriptive philosophy that will summarize the sensory, affective,
motor and aesthetic capacities of perception. Deconstructing the
traditional, modern understanding of perception as sensory affect
with an emphasis on epistemology, Merleau-Ponty understands
perception as a condition of the possibility of our being-in-the-
world, which implies a specific phenomenological approach and
way of reality. As such, the topic of our work is examining the role of
perception in art, with an emphasis on Paul Cezanne's painting.
Recognizing the importance of art for the entire philosophy of
Merleau-Ponty, in conclusion, we will increase how the known
thought and concept of the flesh of the world (la chair du monde)

conditions a whole new way of understanding art and philosophy.

Keywords: art, Merleau-Ponty, philosophy, perception,

experiance.
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Kuka IlerakoBuh

KIBbM2KEBHOCT U KYJITYPHA IIOJIUTUKA'Y
JYT'OCJIABUJU (O/1 1945. 10 1957. TO/)

ArnicTpakT: Y OBOM pajiy HacTOJUMO /ia TTOKa)KeEMO KaKO KyJITypHA
IIOJINTUKA JeJHEe JpKaBe MOKe Ja YyTU4Ye Ha IMPOAYKIH]Y
yMeTHHUYKHX Jena. Pokyc he OUTH cTaB/beH Ha KEBHIKEBHOCT,
Ooyayhu fa je Ta yMeTHOCT 4ecTo Owyia mpeaMeT IeH3ype U APYTHUX
BHjIOBa 3a0paHa Kpo3 ucropwjy. Ha mpuMepy KibMKEBHHX JeJia,
IIDOU3BEJECHUX HENOCPEeJHO HAKOH [Ipyror CBETCKOI para y
JyrociaBuju, mokazahemMo Kako je KyJITypHA IIOJUTHKA JAprKaBe
oApehuBasia ImITa ce cMe IHCATH U HA KOjU HAYWH Ce CMe ITHCATH.
Ycnocrasbalhe — COll-peajim3Ma Kao 3BaHUYHE €CTETUKE V
KEbMKEBHOCTU (M APYTMM YMETHOCTHMA) OTPaHHUYaBajio je u360p
TeMa W BPCTY KIbMIKEBHUX Jeja Koja cy cMena ja Oyay
mpousBezieHa. To je moBesto 10 moBehama MPOAYKIHje KEbKEBHUX
mena kKoja ce 6aBe HOB-om, a uyuja je cBpxa Omja jauarbe
JIETUTUMHUTETA HOBOr IopeTka. OrpaHuuerma Koja je KyJITypHa
MOJIUTUKA JyrocjaaBuje HaMeTajla MHCIMa, HAjBUIIE Cy Ce
OJHOCHJIA Ha cajip:Kaj 0 KojeM je OMJI0 I03BOJHHO Jla Ce ITHIIIE, IIITO
je ZIoBeJIo ZIo peakiiyje Ko Hekux nucara. OrpaHudema y Moryieany
cajiprkaja HaBeJsla Cy MHCIIE Jla eKcliepuMeHTuIny ca ¢opmom. Jena
Kao mTo cy Jleaejcka 2opa, Mwuxanna Jlanuha; /[aneko je cyHue,
Hoopure hocuha u ITecma, Ockapa /laBuua eKCIIepUMEHTHUIITY ca
KIbMDKeBHOM ~ ¢opMoOM,  3ajip:kaBajyhu  cazp:kaj  IpPOMHCAH

3BaHUYHOM  KYJTYypHOM  TOJUTHKOM. Ha Taj  HauwuH,
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eKCIlepIMeHTHCake ca (OPMOM IOCTaje CyOEP3WBHHU AKT IIPOTUB
npornucanux Hopmu. CykobsbaBajyhu ce ca KyJITYpHOM MOJIUTHKOM
KOja je Ka0 OCHOBHO MEPUJIO KBAJIMTETA YMETHUUKOT Jlejia y3UMaJa
IbeTOBY YTWJINTAPHY BPEAHOCT W HENOCPEJHY aHTaKOBAHOCT ¥
TIOTJIEAy IPYIIITBEHUX IUTalha, 0Baj BHUJ CyOBEP3UBHE aKTUBHOCTH
je BOAMO Ka TOMe /Ja Cce IIOHOBO YCIOCTaBH ayTOHOMH])a

KIbHUXKEBHOCTHU KaO YMETHOCTH.

KibyuHe peun: Kibn:KeBHOCT, KyJITypHa MOJIUTHKA, Ca/APKaj, COII-

peanuzam, Gpopma.

7ika Petakovié

LITERATURE AND CULTURAL POLICY IN YUGOSLAVIA
(FROM 1945.TO 1957.)

Summary
In this paper, we try to show how the cultural policy of a country
can influence the production of works of art. The focus will be on
literature, since that art has often been subject to censorship and
other types of prohibitions throughout history. Using the example
of literary works, produced immediately after the Second World
War in Yugoslavia, we will show how the cultural policy of the state
determined what could be written and how it could be written. The
establishment of social realism as an official aesthetic in literature

(and other arts) limited the choice of topics and the type of literary
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works that were allowed to be produced. This led to an increase in
the production of literary works dealing with NOB, whose purpose
was to strengthen the legitimacy of the new order. The restrictions
that Yugoslavia's cultural policy imposed on writers mostly related
to the content that was allowed to be written about, which led to a
reaction among some writers. Constraints on content led writers to
experiment with form. Works such as Lelejska gora, by Mihailo
Lali¢; Daleko je sunce by Dobrica Cosié¢ and Pesma by Oskar Davi¢o
experiment with literary form, keeping the content prescribed by
the official cultural policy. In this way, experimenting with form
becomes a subversive act against prescribed norms. Confronting the
cultural politics that took as the basic measure of the quality of the
work of art its utilitarian value and direct engagement with social
issues, this type of subversive activity led to the re-establishment of

autonomy of literature as art.

Keywords: Literature, cultural policy, content, social realism,

form.
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